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The	 aim	 of	 this	 article	 is	 to	 present	 the	 history	 of	 founding	 the	 symbolic	
tomb	 of	Władysław	Warneńczyk	 in	 the	 Cracow	 Cathedral	 in	Wawel1.	 Under-
taking	academic	research	and	preparing	this	article	was	inspired	by	the	work	by	













































2	 	M.	Rożek,	Groby królewskie, Kraków	2008,	pp.	27–28.




situated	 informing	 that	 this	was	 the	 resting	 place	 of	 Jadwiga	 of	Anjou4.	Due	 to	





















Till	 that	 time,	Władysław	Warneńczyk	 did	 not	 have	 any,	 even	 symbolic,	











Pomniki Antoniego Madeyskiego na tle problemu restauracji katedry krakowskiej,	“Studia	Waweli-
ana”	1994,	vol.	3,	pp.	157–167.
9	 	A.	Sołtys,	op. cit.,	p.	157.





“long	 campaign”	 (1443/1444)	 resulted	 in	 the	 fact	 that	 he	 individually	 became	
to	 be	 referred	 to	 as	 a	 “bulwark	 of	 the	 entire	Christian	Commonwealth”	 –	 and	











his	departure	 to	Buda,	 involvement	 in	fighting	against	 infidels	at	 the	expense	
of	his	own	country,	and	finally	his	tragic	death	at	Varna	and	its	consequences	
for	Poland’s	national	interests,	the	loss	of	his	body	during	the	battle	most	likely	









12	 	S.	Łempicki,	Renesans i humanizm w Polsce,	Kraków	1952.
13	 	J.	Tazbir,	op. cit.,	p.	11.
14	 	J.A.	Chrościcki,	Najstarsze przedstawienie „Śmierci króla Władysława III pod Warną” 
na rysunku Jacobo Belliniego,	 [in:]	Aetas media, aetas moderna. Studia ofiarowane profesorowi 
Henrykowi Samsonowiczowi w siedemdziesiąta rocznicę urodzin,	eds.	H.	Manikowska,	A.	Bartosze-
wicz,	W.	Fałkowski,	Warszawa	2000,	pp.	541–551.
15	 	A.	 Lewicki,	Pseudo-Warneńczyk,	 “Kwartalnik	 Historyczny”	 1895,	 no.	 9,	 pp.	 239–245;	
S.	Jakubczak,	Mikołaj Rychlik, który się za króla Władysława III, Warneńczyka podawał,	“Kwartal-
nik	Historyczny”	1988,	no.	3,	pp.	199–205;	S.	Sroka,	Sława, chwała i plotka. Władysław Warneńczyk 
jako król Węgier,	“Przegląd	Nauk	Historycznych”	2016,	no.	2,	pp.	103–126.






it	 is	a	 fact	 that	 the	 tomb	of	Władysław	Warneńczyk	 in	 the	Cracow	Cathedral	
was	missing	 for	 centuries.	The	 restoration	of	 the	Cathedral	 at	 the	 turn	of	 the	
19th	and	20th	centuries	seemed	 to	be	an	adequate	moment	 for	erecting	a	sym-













appearance	were	determined.	First	 and	 foremost,	 its	 structure	was	 to	 refer	 to	
other	medieval	tombstones	of	monarchs,	i.e.	It	was	to	have	a	shape	of	a	chest	
tomb	with	a	figure	of	the	king	situated	on	it	and	covered	with	a	baldachin.	This	
latter	 element	was	 typical	 of	medieval	 sarcophagi	 of	monarchs,	 starting	with	
the	tomb	of	Władysław	Łokietek,	founded	by	his	son,	Kazimierz	the	Great,	who	
had	diplomatic	connections	 to	 the	papacy	–	at	 that	 time	staying	in	Avignon	–	
where	tombs	with	canopies	were	erected18.
Moreover,	 the	 tomb	was	 supposed	 to	 be	made	 of	marble	 and	 bronze,	 and	
the	 artist	 had	 three	 years	 to	 erect	 it.	 After	 concluding	 the	 agreement	 Antoni	





17	 	A.	Sołtys,	op. cit.;	Nagrobek Władysława Warneńczyka,	www.wirtualnakatedra.pl/katedra-
krolow/nagrobek-wladyslawa-warnenczyka	[access:	10.11.2020].










possible to commemorate Władysław Warneńczyk with a proper tombstone, to which Polish 
rulers	were	entitled.	Already	at	the	time	of	concluding	the	agreement,	the	details	regarding	its	
future	 appearance	 were	 determined.	 First	 and	 foremost,	 its	 structure	 was	 to	 refer	 to	 other	
medieval	tombstones	of	monarchs,	i.e.	it	was	to	have	a	shape	of	a	chest	tomb	with	a	figure	of	
the	 king	 situated	 on	 it	 and	 covered	 with	 a	 baldachin.	 This	 latter	 element	 was	 typical	 of	
medieval	sarcophagi	of	monarchs,	starting	with	the	tomb of Władysław Łokietek, founded by 





of	the	chest	tomb (Fig. 1) as well as the ruler’s	figure	(Fig.	2).	
	
	
Fig. 1. The original model of Warneńczyk’s sarcophagus	
Source: A. Sołtys, Pomniki Antoniego Madeyskiego na tle problemu restauracji katedry krakowskiej,	 “Studia	
Waweliana” 1994, vol. 3, p. 165.	
	
                                                          
17	A. Sołtys, op. cit.;	Nagrobek Władysława Warneńczyka,	www.wirtualnakatedra.pl/katedra-krolow/nagrobek-wladyslawa-
warnenczyka	[access:	10.11.2020].	
18	M. Sokołowski, Pomnik Warneńczyka na Wawelu,	“Czas” 1906 (23 June, evening ed.), p. 1. It	is	worth	noting	that	each	of	
the	 baldachins	 on	 the	 royal	 sarcophagi	 is	 supported	 by	 eight	 columns	 –	 number	 8	 is	 a	 symbol	 of	 infinity,	 eternity,	 and	
resurrection.	
19	 On	 the	 sculptor	 and	 his	 enthusiasm	 to	 work,	 see	 more	 in	 a	 short	 description	 of	 the	 artist	 from	 the	 times	 of	 making	
Warneńczyk’s tomb in H. Piątkowski, Antoni Madeyski. Sylwetka, “Tygodnik Ilustrowany” 1906, no.	20,	pp.	374–375.	
6	
	
Fig. 2. Sketch of Warneńczyk’s figure	
Source:	 “Tygodnik	 Ilustrowany” 1906, no.	 20,	 p.	 382	 (available	 in	 the	 collection	 of	 Digital	 Library	 of	 the	
University	of	Lodz).	
	
In	 the	 second	part	of	 the	 year	 (after	 changes	 that	had	been	made),	 the	model	of	 the	
final sarcophagus’ version was ready (Fig. 3)20.	
	
                                                          
20	A. Sołtys, op. cit.	
Fig.	1.	The	original	model	of	Warneńczyk’s	sarcophagus
e:	 .	Sołtys,	Pomn ki Antoniego Madeyskiego na tle problemu restauracji katedry krakow-
skiej,	“Studia	Waweliana”	1994,	vol.	3,	p.	165.
Fig.	2.	Sketch	of	 arneńczyk’s	figure







Fig.	3.	Sketch	of Władysław Warneńczyk’s monument in the Cracow	Cathedral	
Source:	 “Tygodnik Ilustrowany” 1906, no.	 20,	 p.	 378	 (available	 in	 the	 collection	 of	 Digital	 Library	 of	 the	
University	of	Lodz).	
	
In relation to the sculptor’s original	 version,	 the	 above	 photograph	 allows	 to	 notice	
differences in the tombs’ shape –	 much	more	 convex,	 without	 any	 architectonic	 incisions,	
with	 a	place	designed	 for	 the	 coats	 of	 arms	of	 two	kingdoms:	Polish	 and	Hungarian	 in	 the	
lower part of the tomb. The figure of King Władysław was also	transformed	in	relation	to	the	
prototype	(Fig.	4).	
	


















Fig. 4. Władysław Warneńczyk’s tomb plaque 	















Gest portretowy w gotyckiej rzeźbie nagrobnej,	[in:]	Portret, funkcja, forma, symbol,	ed.	A.	Mar-
czak-Krupa,	Warszawa	1990;	A.	Sołtys,	op. cit.




defend	 the	Holy	Church	 and	 his	 subjects	with	 this	 sword	 and	 to	 fight	 against	
the	enemies”23.	Additionally,	the	Polish	Ordo coronandi,	prepared	for	the	event	






directly	 to	 the	 issue	of	Catholic	 faith	and	duties	of	protecting	 it	complemented	
the	image	of	a	king	–	knight,	which	the	founders	wanted.










tain	gestures,	 clear	and	understandable	 for	people	 from	 that	 time27.	 In	 the	case	
of	Warneńczyk	it	was	necessary	to	erect	a	tombstone	that	would	refer	to	the	tradi-






23	 	M.	Rożek,	Polskie insygnia koronacyjne, Kraków	2011,	p.	82.
24	 	It	is	difficult	to	learn	nowadays	whether	Władysław	III	was	crowned	in	accordance	with	
to	this	new	Ordo	coronandi.	Jan	Długosz	stated	that	the	coronation	was	conducted	“according	to	
the	rituals	and	old	custom	[(!)	–	E.S.]	of	the	Kingdom	of	Poland”	(Roczniki, czyli kroniki sławnego 
Królestwa Polskiego,	 transl.	J.	Mrukówna,	Book	11,	Warszawa	2009,	p.	154).	It	 is	more	broadly	
discussed	by	Z.	Dalewski,	Ceremoniał koronacyjny królów polskich w XV i początkach XVI wieku, 
“Kwartalnik	Historyczny”	1995,	no.	3–4,	pp.	37–60.
25	 	S.	Kutrzeba,	Koronacye królów i królowych w Polsce,	Warszawa	1918;	M.	Rożek,	Polskie 
insygnia…
26	 	M.	Rożek,	Polskie insygnia…, p.	82.
27	 	P.	Mrozowski,	op. cit.,	pp.	333–349.
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as	vicarius et imago Dei”.	The	immortal	anointing	throughout	the	life	was	a	source	of	hope	for	go-
ing	to	eternity28.









































In	 the	 letter	 from	 2	May,	Antoni	Madeyski	 offered	 that	 it	 should	 include	
the	following	content:	Vladislaus tertius Rex Poloniae et Hungariae natus Anno 
Domini 1424 pro Dei gloria apud Varnam Anno Domini 1444 fortifer pugnando 
occubuit – verus atleta Christi34.	Through	 this	 inscription	 the	 sculptor	 referred	




slaus III poloniae et hungariae Rex nat (us) a(nno) D(omi)ni mccccxxiv pro re 
Christiana inclytam ad varnam pugnam acriter pugnans mortem gloriosam p(er)











from	 important	 individuals)	 had	no	possibility	 to	 go	 to	Rome	and	 see	 the	Ro-
33	 	A.	Madeyski,	a	letter	from	20	April	1904.
34	 	A.	Madeyski,	a	letter	from	2	May	1904.











37	 	The	 inscription	 content	 is	 also	 available	 in: Corpus Inscriptionum Poloniae,	 vol.	 8(1),	
Kraków	2002,	p.	348.
38	 	The	letter	is	preserved	and	available	in	the	Iconographic	Documentation	Section	in	the	Na-















While	working	on	 the	entire	 sarcophagus	and	 its	details,	 the	artist	was	visited	 in	his	
studio	by	Poles39.	However,	 these	were	relatively	small	Polish	groups	(apart	from	important	
individuals)	had	no	possibility	to	go	to	Rome	and	see	the	Roman	workshop	of	the	sculptor.	
They could read about the progress in works on the t mb of King Włady ław in a few press 
reports, mainly from the journal “Czas” –	the	most	popular	journal	informing	about	political,	
                                                          
39 A.	Madeyski,	a	letter	from	2	May	1904.	












to	 the	 statue	of	 the	 father,	Władysław	 Jagiełło,	 and	will	 be	 situated	 across	 from	 it,	 on	 the	other	
side	of	the	Cathedral’s	main	nave,	thus	it	is	covered	with	baldachin.	The	wealth	and	beauty	of	rare	
marbles	 that	were	used	 for	 the	base	of	 the	monument	 are	unparalleled.	They	 consist	 of:	 the	 so-
called	antico Rosso,	a	pink	marble	brought	from	Greece,	and	a	greenish	one,	also	rare	and	expen-


























name	or	 even	 initials.	 Professor	Marian	Sokołowski	 (Pomnik Władysława Warneńczyka,	 “Czas”	









The	pedestal	 together	with	 the	base	 is	made	of	a	 few	 types	of	 the	most	expensive	marbles	










rested	on	black	and	dark	red	steps.	At	the	junction	th re	is	a	frieze	with	coat 	of	arms	of	Polish provinces.	The	
frieze	 is	 separated	 by	 small	 eagles.	 On	 both	 sides	 of	 the	 tomb	 there	 are	 four	 gothic	 bases	 of	 red	marble	 for	
columns	in	the	same	colours,	which	are	meant	to	hold	the	baldachin.	All	of	this	is	ready	to	be	assembled.	The	
baldachin	 itself	 is	 a	 very	 meticulously	 made	 lace	 with	 capitals,	 for	 which	 leaves	 and	 flowers	 were	 used	 as	










and	 care	 for	 its	 smallest	 details	 that	 made	 the	 assumptions	 made	 by	 the	 previously	 cited	
Roman	 correspondent	 regarding	 the	 placing	 on	 the	 tombstone	 in	 the	 Cathedral	 in	 Wawel	
towards	 the	 end	 of	 1905	 did	 not	 come	 to	 fruition.	 Only	 in	 spring	 of	 1906	 all	 the	 tomb’s 
“components” were brought from the Roman studio of Madeyski to Cracow, after which 
works	on	placing	it	in	the	Cathedral	were	started45.	The	progress	of	these	assembling	works	
could	be	found	in	“Czas”, in the “Chronicle” column. Thus, in the morning issue of “Czas” 
from	 Thursday,	 dated	 3	 May,	 the	 readers	 were	 informed	 on	 a	 fast	 progress	 of	 works	 on	
erecting the tomb, and that “after setting the foundations, the base of the monument was 
placed	 and	 the	main	 figure	of	 the	king	was	 laid	down	on	 it.	Now	 the	works	 are	 started	on	
                                                          
44	B.	Rychter-Janowska,	op. cit.	

















assembling	 the	 lower	 components”46.	 In	 turn,	 the	morning	 issue	 from	May	 15	
included	 information	 that	 “the	works	 on	placing	 the	 tomb	of	King	Władysław	
Warneńczyk	are	so	advanced	that	efforts	were	made	to	erect	the	baldachin”47.















































Fig.	7.	Tomb of Władysław Warneńczyk	
Source:	https://pl.wikipedia.org/wiki/Plik:Nagrobek_Władysława_III_Warneńczyka.jpg	[access:	17.12.2020].	
	
The	finished	and	newly unveiled cenotaph of King Warneńczyk	is	shown	in	Fig.	7.	It	
was	situated	to	the	left	side	from	the	entrance	to	the	Cathedral,	opposite	the	tomb	of	his	father,	
Władysław	Jagiełło, in a place “which had	awaited him for ages” since it was “adjusted by 
both	 its	 shape	 and	 the	 colour	 to	 the	 entire	 surrounding”54.	 Undoubtedly,	 the	 meticulous	
execution	of	the	tomb	makes	one	keep	an	eye	on	it,	although	a	lot	of	its	elements	–	important	
for it as “an information medium” on the deceased king –	 are	 not	 easy	 to	 notice;	 for	 it	 is	
enclosed	by	an	iron	fence.	It	hinders	to	see	Polish	and	Hungarian	coats	of	arms	surrounding	
the	whole	tomb,	making	it	even	impossible	to	read	the	inscription	or	to	look	at	architectonic	
details,	which	were	noticed	and	 appreciated	by	 visitors	 to the artist’s studio. Regarding the 
fence,	even	Madeyski	had	so	many	reservations	that	the	day	before	the	unveiling	of	the	tomb,	
information appeared in “Czas”, in the “Chronicle” column	
	
[…] from the author of Warneńczyk’s tomb, […] with a request to include	the	following:	
“The veil covering the monument of Władysław Warneńczyk will be removed tomorrow. Anticipating a 
justified	 criticism	 of	 the	 iron	 fence,	 I	 would	 like	 to	 inform	 […] that I also think of the fence as thoroughly 
unsuitable.	Bars	 next	 to	 any	monuments,	 the	 lower	 parts	 of	which	 are	 decorative,	 are	 a	 necessary	 evil.	 Their	
tasks	 should	 be	 only	 to	 protect	 from	 too close access to the tomb, putting one’s feet on its polished steps, 
                                                          
53	“Czas” 1906 (7 July,	evening	ed.),	p.	2.	








52	 	Nagrobek Władysława Warneńczyka…
53	 	“Czas”	1906	(7	July,	evening	ed.),	p.	2.
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How	 very	 contradictory	 opinions;	 what	 bitterness	 can	 be	 felt	 from	 these	
words.	And	 in	 how	great	 contrast	 these	words	 stand	 to	 the	memories	 of	Zofia	
Solarzowa60,	 brought	up	 in	patriotic	 circles,	who	–	 although	 she	 saw	 the	 tomb	












Warneńczyk’s	figure	 from	 the	Cracow’s	cenotaph	was	also	made	–	 it	was	gifted	
to	the	museum	of	Varna	by	the	Polish	delegation.	The	plans	to	create	on	its	basis	









61	 	K.	Rożnowska,	Dom świetlisty. Willa Zofii Solarzowej,	“Gazeta	Krakowska”	1986,	no.	300.
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STRESZCZENIE
W	niniejszym	artykule	zaprezentowano	historię	powstania	kenotafu	króla	Władysława	War-
neńczyka	w	katedrze	na	Wawelu.	Przedstawiono	przyczyny	tak	późnego	postawienia	kenotafu	w	ka-
tedrze	(1906)	oraz	wyboru	rzeźbiarza	–	Antoniego	Madeyskiego	–	na	jego	wykonawcę.	W	tekście	
dokonano	analizy	nagrobnej	postaci	Warneńczyka	oraz	samego	grobowca.	Opisany	został	przebieg	
prac	rzeźbiarskich	w	pracowni	mistrza	oraz	prac	montażowych	w	katedrze.	Na	koniec	przytoczono	
refleksje	współczesnych	i	ich	opinie	na	temat	nagrobka.
Słowa kluczowe:	Władysław	Warneńczyk;	Antoni	Madeyski;	katedra	na	Wawelu;	kenotaf
